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Ingrid Fuchs 


As an introduction to this paper, I should like to mention an exciting piece of news that is 
directly related to the topic: the recent discovery of a sketch by Wolfgang Amadeus Mozart in 
the Labouchere Collection ofthe Media Library in Nantes, France. It consists of parts ofa Kyrie 
and a Credo from a mass, presumably dating from 1787. Of particular interest for my subject 
is the handwritten endorsement found at the bottom of this sketch: “The authenticity of the 
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W. A. Mozart manuscript is herewith confirmed by Aloys Fuchs. Vienna, August 18, 1839." This 
authentification by the renowned autograph collector and musicologist Aloys Fuchs shows how 
far-reaching his influence was in the first half of the nineteenth century, since this sketch must 
have gone through his hands at that time: either he was the owner who passed the page on, or 
else he mediated its sale and, as frequently happened, was asked for his expert opinion. It is a 
fact that the autograph page acquired by the painter Pierre-Antoine Labouch£re (1807-1873) for 
his autograph collection was examined for authenticity by the expert Aloys Fuchs. In making 
his report he was able to fall back on his own extensive autograph collection, which included 
a special section devoted to Wolfgang Amadeus Mozart. After examining the document, as in 
many similar cases, Aloys Fuchs wrote a certification of authenticity on the sketch page in his 
own hand. His endorsements of authenticity on autographs are today found in libraries and 
private collections all over the world—wherever the autographs happened to turn up in the 
course of history; in this case, in the library at Nantes, to which Labouchere’s collection of 
autographs was transferred after his death. 

But who was this authority, Aloys Fuchs? And how did his remarkable collection come into 
being? It was a collection that was regarded, not only by the renowned music historian Raphael 
Georg Kiesewetter” and his esteemed collector colleague, the pianist Joseph Fischhof,3 but also 
by many other contemporaries, as qualitatively and quantitatively unique and ‘without doubt 
the most significant of its kind in Germany, indeed possibly in Europe’?* 

Aloys Fuchs’ (see Fig. 15, following page), born on 22 June 1799 in Austrian Silesia, the son of 
a schoolmaster, was educated from 1811 to 1816 at the Minorite Monastery of Opava (Iroppau), 
where he also received his musical education and sang as a choirboy. In 1816 he moved to Vienna, 
where he studied at the university, philosophy for three years and then law for another four. 


1. “Die Echtheit vorliegender Handschrift W. A. Mozarts bestättigt hiermit Aloys Fuchs. Wien am 18. August 1839.’ The 
manuscript had been mentioned in a catalogue of 1893, but nobody had noticed the entry (Catalogue general des manu- 
scrits des bibliothöques des provinces de France. Departements. Vol. 22: Nantes, Quimper, Brest, ed. Auguste Molinier, Paris, 
Ministere de I’Instruction publique et des beaux-arts, 1893 now on-line in CCfr). The manuscript was found by chance 
in 2007 and was then carefully transcribed and prepared for a critical edition under the auspices of the Neue Mozart- 
Ausgabe (NMA X/31/4: Nachträge [Einzelstücke, Skizzen, Varia], Ulrich Konrad ed.). See Ulrich Konrad, ‘Zu einem 
wiederentdeckten Autograph Wolfgang Amadeus Mozarts. “Das Skizzenblatt Nantes” ’, Acta Mozartiana, Mitteilungen 
der Deutschen Mozart-Gesellschaft, 55 (2008), Heft 3/4, pp. 91-95. 

2. [Raphael Georg Kiesewettter], Autographen-Sammlung der Tonsetzer älterer und neuerer Zeit des Hrn. Aloys Fuchs 
in Wien’, Allgemeine musikalische Zeitung, Leipzig, Breitkopf und Härtel, 34 (1832), Nr. 45, pp. 743-747. 

3. Joseph Fischhof, ‘Die Heroen der Tonkunst in der Autographen-Sammlung des Herrn Aloys Fuchs in Wien’, 
Mittheilungen aus Wien, Franz Pietznigg ed., Wien, Beck, 1835, vol. 1, pp. 3-27. 

4. "Diese Sammlung [...] ist gegenwärtig unstreitig die bedeutendste dieser Art in Deutschland, ja vielleicht in Europa’: 
“Fuchs, Aloys’, Oesterreichische National-Encyklopädie, Wien, In Commission der Friedr. Beck’schen Universitaets- 
buchhandlung, 1835, vol. 2, p. 237. 

5. For Aloys Fuchs’s biography, see Richard Schaal, Quellen und Forschungen zur Wiener Musiksammlung von Aloys Fuchs, 
Wien, Graz, Köln, 1966 (“Österreichische Akademie der Wissenschaften, philosophisch-historische Klasse, 
Sitzungsberichte‘, 251/r). 
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Fig. 15: A. Fuchs, photograph by B. Fiby. 
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He carned his living during that time by giving private music lessons and playing cello or sing- 
ing in various musical productions. In 1824 he embarked on a career in the civil service, initially 
acting as assistant to the above-mentioned Counsellor Kiesewetter. 

In 1835 he gained promotion and was married. In those days, many men with artistic ambi- 
tions held positions in the civil service. We need only to think of the great Austrian poet Franz 
Grillparzer, for example. This provided them with the financial security they needed, and since 
office duty amounted to only about five hours a day, it left sufficient time for the pursuit of their 
artistic ambitions. In the following years Aloys Fuchs made no attempt to obtain a higher and 
accordingly better-paid position, since that would have meant having to move to the provinces, 
where it would have been impossible to maintain the many contacts with musicians, collectors 
and musicologists that were so vital to his collecting. That decision to refrain from climbing the 
career ladder was made up for, however, at least financially, by the paid position that he held 
from 1836 as a singer (bass) in the highly esteemed Hofmusikkapelle—an occupation that was 
certainly more in keeping with his musical inclinations. In his diary, Robert Schumann, who 
visited Aloys Fuchs during his stay in Vienna in 1838 and gained valuable information on music 
history from his collection, described him as a good and modest man.® 

Ill health obliged Aloys Fuchs to sell some parts of his unique collection during his lifetime,7 
and that was how the autograph collector and pianist Sigismond Thalberg came to possess 
many valuable items. When Aloys Fuchs died at the age of fifty-four on 20 March 1854, his 
widow, left with four children to provide for, was forced to part with the collection. Much of it 
passed into that of the Berlin collector Friedrich August Grasnick, which in turn subsequently 
became part of the Preussischer Kulturbesitz of the Staatsbibliothek zu Berlin.® Other items, 
notably Fuchs’ library, were acquired by the Benedictine Monastery of Göttweig in Lower 
Austria.? My husband is a direct descendant of Aloys Fuchs, but sadly nothing at all remained 
in the Fuchs family. 

Aloys Fuchs had first discovered his passion for music history—and for performance, which 
was to gain him entrance to society circles—during his student years. As carly as 1820 he began 
to collect music autographs and portraits of composers for their scientific interest. He made it 
his task ‘to obtain something written by the hand of all composers of earlier and more recent 


6. Robert Schumann, Tagebücher, Gerd Nauhaus ed., Leipzig, Deutscher Verlag für Musik, 1987, vol. 2: 1836-1854, 
P- 73- 
. R. Schaal, Quellen, op. cit., p. 78. 
8. See Richard Schaal, ‘Die Autographe der Wiener Musiksammlung von Aloys Fuchs’, The Haydn Yearbook / Das Haydn 
Jahrbuch, 6 (1969), pp. 5-191. 


9. Friedrich Wilhelm Riedel, ‘Die Bibliothek des Aloys Fuchs. Verzeichnis der Schriften über Musik aus dem Nachlaß 
von Aloys Fuchs im Stift Göttweig’, Hans Albrecht in memoriam, Wilfried Brennecke and Hans Haase eds., Kassel, 
Bärenreiter, 1962, pp. 207-224. 
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times’.'° Except in the case of Mozart (see below), he set no restrictions on content. His aim was 
encyclopaedic comprehensiveness, his declared ambition being to own autographs of as many 
composers as possible, without any national or chronological limitation. 

His primary target was autograph copies of musical works; only as a second choice, if no 
autograph scores were available, would he collect a letter written by a composer or, failing that, 
a signature. Ideally what he wanted was complete works, and only if those were not obtain- 
able would he accept sketches or fragments. For it was above all the musical character of an 
autograph that interested him, and not so much the fact that it is a sample for the composer’s 
hand. These basic requirements explain why, next to valuable unica by the greatest composers, 
his collection included many works by musicians who are no longer famous (or are even practi- 
cally unknown) to us today, but who— and this shows Aloys Fuchs’s true scientific vision—are 
of profound musicological significance in that they paved the way for the work of the great 
masters of music history. 

For Aloys Fuchs, collecting was a passion and not a hobby, and it certainly had nothing to 
do with financial speculation. His ambitions were exclusively ofa musical and historical nature, 
with his original research into the biographies of the various composers providing the impetus 
for his collecting activity. His collection of portraits—the second main part of his collection — 
followed the same principles. Using every form of graphic technique except oil painting, it was 
devoted to musicians (composers, but also interpreters from every branch of music). According 
to Fuchs himself, these two main parts of his collection comprised 700 autographs and 500 por- 
traits in 1835," 1,100 autographs and 1,500 portraits in 1844,” and 1,400 autographs and almost 
2,000 portraits in 1851 (two years before he died)." 

A further component of Fuchs’s musical collections was a remarkably extensive Mozart 
section,"* in which he likewise endeavoured to achieve completeness, albeit in another sense: 
as well as numerous portraits and several items of memorabilia that had belonged to Mozart, 
it included the composer’s complete works (with the exception of arrangements). Of these 
only a few were autographs; the majority were copies. But his collection included quite a few 
compositions that had survived nowhere else. Furthermore Aloys Fuchs was the first to draw 
up athematic catalogue of Mozart's compositions. His Thematischer Catalog über W. A. Mozart's 


10. ‘[...] von allen Komponisten derälteren und neueren Zeit Etwas von der eigenhändigen Schrift zu erhalten: Aloys Fuchs, 
Bemerkungen des Sammlers zu seinem Alphabetischen Namensverzeichniß jener Komponisten [...] in der Sammlung 
des Aloys Fuchs in Wien [...]’: 1849 (R. Schaal, Quellen, op. cit., p. 76). 


1. J. Fischhof, ‘Die Heroen der Tonkunst’, op. cit., pp. 9 and 25. 


12. Aloys Fuchs, ‘Die musikalischen Kunst-Sammlungen in Wien’, Cäcilia, eine Zeitschrift für die musikalische Welt, 23 
(1844), PP- 52-53. 
13. Letter from Aloys Fuchs to Moritz Fürstenau, 7 July 1851 (R. Schaal, Quellen, op. cit., p. 25). 


14. Franz Gräffer, ‘Mozartsammlung des Herrn Fuchs’, Kleine Wiener Memoiren und Wiener Dosenstücke, Anton Schlossar 
and Gustav Gugitz eds., München, G. Müller, 1922, pp. 117-120. 
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sämmtliche Compositionen (see Fig. 16, following page) subsequently proved invaluable not only 
for Ludwig Ritter von Köchel’s index of Mozart's works, but also for Wilhelm Jahn’s monu- 
mental biography. On the title page, bottom right, we read: "Those works marked with a red 
asterisk exist in fair copy in the collection of the undersigned. Aloys Fuchs.’ 

According to Aloys Fuchs’s description of 1844,"° there were also two independent sections, 
or rather supplements to his collection, which served primarily as a basis for his musical studies. 
These were, first of all, a collection of printed or manuscript sheet music intended for practical 
use and selected on the principle of ‘the best of the best’, rather than with the aim of compre- 
hensiveness; and secondly, what was in fact a musicologist’s reference library, consisting of some 
three hundred works on aesthetics, music history and biography, which Fuchs consulted for the 
scientific evaluation of his autographs and portraits. 

Contemporary tributes repeatedly express admiration for Aloys Fuchs’ ability to create such 
a complete collection in so short a time, furthermore without the wealthy background that one 
would expect. It is important to note, however, that there was little real appreciation of music 
autographs at that time. Handwritten sheet music, primarily intended for performance, was not 
looked after, and it was certainly not regarded from a historical viewpoint. Autograph works 
were interesting solely as 'relics’, mementoes of a famous composer. And since research in the 
field of musical history, especially as regards more recent and contemporary works, was still in 
its infancy in the early nineteenth century, Aloys Fuchs may be regarded as a pioneer of musi- 
cology. The fact that there was no real awareness of the importance of a composer’s autograph 
work also explains why the financial value of an autograph score is by no means comparable 
with that of later times, with the advent of the cult of genius. This must be taken into account 
if we are to understand how Aloys Fuchs was able to purchase such a remarkable number of 
items without going to great expense. As he himself pointed out, most of his collection was 
obtained by exchange with other collectors and institutions. 

The wide-ranging contacts, both personal and epistolary, that Aloys Fuchs maintained in 
Austria and elsewhere with countless musicians, music researchers, collectors, music libraries 
and people generally interested in art, were of the greatest importance in building up his collec- 
tion.” Over the years, both he as a person and his collection gradually became a kind of public 
institution, to which people could turn with requests and questions. Such activities were very 


ıs. Bibliothek der Gesellschaft der Musikfreunde in Wien (henceforward, A Wgm). Sign. 4056/36: Jene Werke, welche 
mit einem rothen Stern bezeichnet sind, sind in correkter Partitur in der Sammlung des Unterzeichneten vorhanden. 
Aloys Fuchs.” 


16. A. Fuchs, ‘Die musikalischen Kunst-Sammlungen in Wien’, op. cit., p. 53. 


17. Richard Schaal, ‘Die Briefpartner des Wiener Musikforschers Aloys Fuchs. Nachweise der Korrespondenz-Vormerkungen 
aus den Jahren 1820-1852’, Mozart-Jahrbuch, 1989/90, pp. 149-217. 
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Fig. 16: A. Fuchs, Thematischer Catalog über W. A. Mozart’s sämmtliche Compositionen, 
first page with the beginning of the Mozart’s masses. 
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time-consuming and sometimes quite arduous, but they enabled Aloys Fuchs to expand his 
collection progressively throughout his lifetime and constantly improve its contents. 

For Aloys Fuchs was not only a collector, but also a broker and consultant, without actu- 
ally being a dealer."” The manuscripts he held in stock for exchange or as future gifts—his 
‘duplicates‘, as he called them—-are not to be confused with the items belonging to his personal 
autograph collection. And indeed, an endorsement of authenticity in Aloys Fuchs’s hand does 
not necessarily mean that a piece was once in his own collection. Some items were merely 
examined by him, in his capacity as an expert on composers’ handwriting, before being trans- 
ferred through him to various collections. Although his own financial means were limited, he 
would negotiate valuable autograph manuscripts for prospective wealthy customers. These he 
would keep partly in reserve. Over and above his own outstanding autograph collection, his 
collection of ‘duplicates’ represented a further attraction for the visitors from home and abroad 
who called on him. 

As an example of Fuchs’s brokering activity and exchange partnerships, let us take the friendly 
relationship he entertained with Felix Mendelssohn-Bartholdy.'% Mendelssohn, who became 
acquainted Aloys Fuchs during his stay in Vienna in 1830, was so delighted by his collection 
that, like so many other musicians and autograph collectors, he went to great lengths to enrich 
it with autographs and portraits, and sent him numerous manuscripts. In turn Aloys Fuchs 
presented Mendelssohn with a book of sketches by Ludwig van Beethoven,?° which he had 
bought from the publisher Spina shortly after the auction of Beethoven's estate in 1827. He 
also committed himself as negotiator on Mendelssohn’s behalf for the purchase of three pianos 
by Conrad Graf, which the composer wished to acquire for himself and his family. After he 
had tirelessly supplied Fuchs with autographs for five years (as we learn from his correspond- 
ence), Mendelssohn asked Aloys Fuchs to provide him with an autograph score by Mozart and 
one by Beethoven, which he wanted as a Christmas present for his bride, Cecile Jeanrenaud. 
Thereupon Aloys Fuchs made Mendelssohn a gift of three autographs, one by Mozart, one by 
Beethoven and a third by Haydn, for which Mendelssohn thanked him effusively and subse- 
quently reciprocated by helping him to complete his collection with many other autographs, 
particularly works by contemporary composers. 


18. Richard Schaal, Aloys Fuchs als Autographen-Vermittler. Zum Repertoire der von Fuchs vermittelten und begutachteten 
Autographe’, Mozart-Jahrbuch, 197611977, PP: 225-264. 

19. Eduard Hanslick, ‘Briefe von Felix Mendelssohn-Bartholdy an Aloys Fuchs’, Deutsche Rundschau, 1889, Heft ı, 
PP- 65-85. 

20. Beethoven’s Wittgenstein’ Sketchbook, now in the Beethoven-Haus in Bonn, Sammlung H. C. Bodmer, HCB BSk 1/49. 
Inside the cover, annotation and dedication by Aloys Fuchs and Felix Mendelssohn: “The particular sketch book of 
L. v Beethoven was purchased from his estate in December 1827 in Vienna and on this day presented to Mr. Felix 
Mendelsohn-Bartholdy as a small token of my gratitude for many enjoyable moments which his excellent artistic talent 
has granted me. 16 September 1830. Aloys Fuchs.” Below we read: And for the same reason (as well as many others) it 
was then presented by me to Mr. Ignaz Moscheles. Berlin, 19 October 1832. Felix Mendelssohn Bartholdy.’ 
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One of Mendelssohn's letters gives an interesting example of Aloys Fuchs’s generosity and 
helpfulness, and shows that not all autograph collectors were as obliging or as liberal as he was.” 
The highly respected Berlin collector Georg Pölchau, for instance, refused to let Mendelssohn 
take a look at Mozart’s arrangement of Handel’ ‘little opera’ (Handel’s own description) Acis 
and Galatea, which he wished to perform. Mendelssohn then turned to Fuchs, who imme- 
diately had a copy of the Handel-Mozart composition made for him from a score that was 
available in Vienna. 

This brings us to a further important aspect of Aloys Fuchs’s activities, namely the produc- 
tion and provision of manuscript copies. He attached great importance to their being made 
from scores that were true to the original or, preferably, autographs.”” Fuchs devoted much of 
his own time to that activity, but he also employed several copyists in order to be able to meet 
the needs of his friends and collector colleagues. There again, the comparison with a public 
institution is valid: whereas nowadays, photographs, microfilms or scans of autographs are 
made for musicians and musicologists, Aloys Fuchs had copyists produce what they needed 
by hand. 

We must not forget to mention that, beside his activities as a civil servant and a singer in the 
Hofmusikkapelle, Aloys Fuchs was also active, albeit without payment, in the Archives of the 
Gesellschaft der Musikfreunde in Vienna. From 1829 he was a member of the Gesellschaft's 
board of representatives, and he also gave it, as another private institution, the benefit of the 
expertise he had gained as archivist of his own private collection, by helping to expand its 
resources purposefully. In the inventory of the Archives, one often comes across traces of his 
activity there, written in his distinctive hand. The presence of numerous autographs and cop- 
ies donated from his own collection also attests his close connection with the Gesellschaft der 
Musikfreunde.** 

Frederic Chopin’s Rondo in C major opus 73 is a distinctive example. On the front page of 
the autograph (see Fig. 17, following page) is the dedication ‘A M" Fuchs F Chopin’. On the 
cover, we read: ‘Received from the author himself as a gift and handed over to the local Music 
Society for its autograph collection by Aloys Fuchs, Vienna, November 1840’ (see Fig. 18, fol- 
lowing page). During his stay in Vienna in 1831, Frederic Chopin had visited Aloys Fuchs and 
his collection and had let him have the autograph of his Rondo, which Fuchs subsequently gave 


21. E. Hanslick, ‘Briefe von Felix Mendesslohn-Bartholdy’, op. cit., pp. 71, 80. 

22. Richard Schaal, ‘Handschriften-Kopien aus der Wiener Musiksammlung von Aloys Fuchs’, The Haydn Yearbook / Das 
Haydn Jahrbuch, 7 (1970), p. 255. 

23. Eusebius Mandyczewski, Zusatz-Band zur Geschichte der k.k. Gesellschaft der Musikfreunde in Wien. Sammlungen und 
Statuten, Wien, A. Holzhausen, 1912, p. v. 

24. Id., pp. 85-86. (‘Musik-Autographe’, gifts made by Aloys Fuchs are marked ‘F’) 

25. A Wgm, Sign. A 180. 
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Fig. 17: F. Chopin, Rondo for Piano op. 73, 


first page of the autograph with Chopin’s dedication to A. Fuchs. 
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Fig. 18: Annotations by A. Fuchs on the cover 
of Chopin’s autograph (detail). 


to the Gesellschaft der Musikfreunde. 
Incidentally, Chopin had received in 
return, as a gift from Aloys Fuchs, a 
‘page in Beethoven’s hand’.”* 

Occasionally, when he had 
found other items that he preferred, 
Aloys Fuchs would remove auto- 
graphs from his personal collection 
and pass them on to the Gesellschaft 
der Musikfreunde. An example is the 
score of the finale of the opera Numa 
Pompilio by Ferdinando Paer.?” We 
can identify this as having belonged 
to Fuchs by the characteristic blue 
cover, on the inside of which a 
portrait of the composer has been 
affıxed (another feature of items that 
were at one time in his possession). 
Furthermore, the front of the cover 
is labelled: ‘From the Autograph 
Collection of Aloys Fuchs.’*® 

A remarkable unicum is the auto- 


graph of a motet O /uminosa aurora by Giovanni Paisiello, which Aloys Fuchs divided into 


two parts (see Fig. 19, p. 178), keeping one for himself and donating the other to the Gesellschaft 


der Musikfreunde. The inside cover bears a detailed explanation: 


The first part of this sacred cantata on a Latin text is to be found in the autograph collec- 


tion of the Undersigned. The title page of this original score is headed in Paisiello’s hand as 
follows: “Motetto a 4° Voci di Giambatista [sic] Paisiello Originale 1762”. The Undersigned 
herewith bestows this autograph on the Gesellschaft der Musikfreunde for its autograph col- 


26. Autograph page by Beethoven (formerly in the Andr& Meyer collection, Paris) with exercises on the scale, other pian- 
istic figurations, and an annotation by Aloys Fuchs: “To Mr. Fr[ederick]: Chopin: from his admirer and friend Aloys 
Fuchs mp Vienna, June [1]831’. Reproduced in Frederic Chopin, Esquisses pour une methode de piano, Jean-Jacques 
Eigeldinger ed., Paris, Flammarion, 1993, plate [22] between pp. 112 and 113. 


27. AWgm, Sign. Musikautographe Ferdinando Paer 1. 
28. 


“Aus der Autographen-Sammlung des Aloys Fuchs‘. 


I. Fuchs e Aloys Fuchs (1799-1853) 


lection. Vienna, 20 August 1834. Aloys Fuchs, Concept Adjutant to the Imperial Royal Court 

Counsellor of War.”? 

In many cases, the autographs that Fuchs donated to the Archives of the Gesellschaft are single 
pages; it is possible that he also dismantled scores in order to have several items to exchange or 
give away. The pages are endorsed in various ways to confirm their authenticity. 

On the fragment of an autograph by Johann Sebastian Bach, the first movement, Sinfonia, 
ofthe cantata Ich habe meine Zuversicht BWV 188, the confirmation, exceptionally accompanied 
by a seal, reads: “The authenticity of the present original manuscript by the famous Johann 
Sebastian Bach is herewith vouched for by Aloys Fuchs, member of the Hofmusikkapelle in 
Vienna, August 26, 1848.’3° 

As a rule, the endorsements of authenticity appear without a scal, as may be seen from 
the next two examples, on fragments of works by Paer (see Fig. 20, following page) and 
Paisiello. The annotations by Aloys Fuchs are found across the top of the autograph sheet. 
The Ferdinando Paer fragment, the aria Amo te solo, bears the following inscription: “The 
authenticity of this original is vouched for by Aloys Fuchs in Vienna 1849. 3" On the fragment 
of a Psalm’ by Giovanni Paisiello, we read: ‘Original manuscript by the famous Neapolitan 
Giovanni Paisiello 1741. 1816. The authenticity is vouched for by Aloys Fuchs, singer of the 
Hofmusikkapelle in Vienna.’ ” 

The endorsement ‘Originale’ often occurs, written in red ink. See, for example, the auto- 
graph of the violin part from a church cantata by Georg Philipp Telemann, with the note 
‘Gift from Aloys Fuchs’# (see Fig. 21, p. 179), or the organ part of an Offertorium by Pietro 
Terziani: ‘Original manuscript by the music director Pietro Terziani in Rome. The authenticity 
is vouched for by Aloys Fuchs, member of the Hofmusikkapelle in Vienna.’ In March 1996 
we were able to purchase a further part of Terziani’s Offertorium at the auction house Stargardt 
in Berlin, which shows how widely those single pages were dispersed. 


29. ‘Der erste Theil dieser geistlichen Cantate mit lateinischem Text befindet sich in der Autographen=Sammlung 
des Unterzeichneten. Das Titelblatt dieser Original=Partitur ist von Paisiello’s Hand folgendermaßen überschrie- 
ben: “Motetto a 4° Voci di Giambatista [sic] Paisiello Originale 1762.” Der Unterzeichnete verehrt hiermit dieses 
Autograph der Gesellschaft der Musikfreunde für Ihre Autogr: Sammlung. Wien den 20. August 1834. Aloys Fuchs mp 
k.k. Hofkriegsraths Koncepts Adjunkt.’ A Wgm, Sign. A 489a. 


30. ‘Die Aechtheit der vorliegenden Original Handschrift des berühmten Johlann] Sebastlian] Bach verbürgt hiermit 
Aloys Fuchs, Mitglied der k.k. Hofkapelle in Wien 26/8 1848.’ A Wgm, Sign. A gr. 


31. ‘Die Aechtheit dieses Originals verbürgt Aloys Fuchs in Wien 1849.’ A Wgm, Sign. Musikautographe Ferdinando 
Paer 2. 


32. ‘Original Handschrift des berühmten Neapolitaners Giovlanni] Paisiello. 1741. f 1816. Die vollkommene Acchtheit 
verbürgt Aloys Fuchs. k.k. Hofkapellsänger in Wien’. A Wgm, Sign. A 489. 


33. “Geschenk von Aloys Fuchs’. A Wgm, Sign. A 418. 


34. “Originalhandschrift des Cap[ell[!]mleilsters Pietro Terziani in Rom. Die Acchtheit verbürgt Aloys Fuchs. Mitglied der 
k.k. Hofkapelle. Wien am 30. S[e]pt[em]b[elr 1847’. A Wgm, Sign. Musikautographe Pietro Terziani 1. 
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Fig. 19: G. Paisiello, Motet O Iuminosa aurora, autograph. 
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Fig. 20: F. Paer, Aria Amo te solo 
with endorsement by A. Fuchs on the crosswise edge of the sheet, autograph. 
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Fig. 21: G. Ph. Telemann, Violin part from a church cantata, autograph, 
with remarks in red ink by A. Fuchs. 
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In the Archives of the Gesellschaft der Musikfreunde is another autograph page, endorsed 
by Fuchs with the words ‘Manuscript of the famous composer Caldara 1714-1763, attested by 
Aloys Fuchs in Vienna’ (see Fig. 22). It comes from the score of Antonio Caldaras opera Sancio 
Pansa. Other single pages from the same autograph, also bearing Fuchs’s endorsement, are to 
be found in the Biblioth&que nationale de France in Paris. 
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Fig. 22: A. Caldara, Fragment of the opera Sancio Pansa, autograph, with endorsement by A. Fuchs. 


Another of our recent acquisitions is a fragment of an opera by Gasparo Spontini.3° Again we 
find ‘Originale’ written on the inside of the cover, while the front bears an interesting dedication: 
“Bestowed on Professor J. v. Zimmermann in Paris by Aloys Fuchs in Vienna. 1836.’ Pierre Joseph 


35. “Handschrift des berühmten Komponisten Caldara 1714 7 1763 attestirt von Aloys Fuchs in Wien.’ A Wgm, Sign. 
A 393a. 


36. ‘dem Herrn Professor J. v. Zimmermann in Paris verehrt von Aloys Fuchs in Wien. 1836.’ AWgm, Sign. Musikautographe 
Gasparo Spontini 3. 


I. Fuchs e Aloys Fuchs (1799-1853) 


Guillaume Zimmermann (1785-1853), pianist und professor at the Paris Conservatoire, shared 
Fuchs’s interest in music autographs, which the renowned Viennese collector sought to support 
by giving him items. Incidentally, the headings underlined in red— Fragment from the score of a 
German opera’7’—-are another feature of autographs originating from Aloys Fuchs’ possessions. 

Aloys Fuchs is rightly regarded as one of the first musicologists. He researched the biogra- 
phies of many composers, including, for example, Christoph Willibald von Gluck, particularly 
concerning his date of birth.® He also devoted himself to questions of music history, such as 
the three hundred years of existence of the Hofmusikkapelle.3? In such cases he was particularly 
good at providing comprehensive surveys and lists. 

The Archives of the Gesellschaft der Musikfreunde possess an index in Fuchs’s hand, 
dated 1843, from which it transpires that he was the author of numerous musicological works, 
not all of which appeared in print (see Fig. 23, following page).#° It shows that he made many 
contributions to music journals in Vienna and Berlin, and often wrote articles for music ency- 
clopaedias, such as Gustav Schilling’s Universal-Lexicon der Tonkunst (in which, as he bitterly 
remarked, his authorship was not acknowledged). 

Aloys Fuchs was also a true pioneer, and one of considerable importance, in the establish- 
ment of thematic catalogues. In the above-mentioned index of his own writings, we see that his 
(unpublished) thematic catalogues (see Fig. 24, p. 183) account for many composers, including 
of course the great Mozart.*' Furthermore, he used the autographs and copies, which he had 
collected for that purpose, to make critical comparisons, with the aim of achieving the greatest 
possible authenticity, in keeping with the composers’ intentions. He would then put the results 
to practical use, in the many copies that he made, for instance. 

Few music researchers in the nineteenth century had access to a collection of critical mate- 
rial that was as rich and varied as that of Aloys Fuchs. The collection and critical study of 
autograph manuscripts, in the sense of musicological source studies, were his life’s work. If 
we compare Aloys Fuchs with the other music collectors of his time, that is the first and most 


37. “Fragment aus der Partitur einer deutschen Oper. 


38. Aloys Fuchs, Bemerkungen über die in meiner Autographen-Sammlung befindlichen Original-Handschriften des Ritters 
Christoph von Gluck und über die verschiedenen Angaben seines Geburtsjahres begleitet von einer möglichst vollständigen 
Aufzählung seiner Opern. Wien 1832 (Ms. A Wgm, Sign. 1746/38). Some years later parts of this article were printed in 
various journals. 

39. Aloys Fuchs, Verzeichnif der in der k.k. Hofkapelle und bei der kais[erlichen] Hofmusik in den letzten 3 Jahrhunderten 
angestellt gewesenen k.k. Hofsänger-Instrumentalisten und Hofkapellmeister. Wien, im April 1846. (Ms. A Wgm, 
Sign. 1134/33). 

40. Aloys Fuchs, Vormerkung über die von mir verfaßten, und für verschiedene musikallische] Journale gelieferten Aufsätze 
(musikalfischen] histor[ischen] Inhalts) und über einige noch im Manuskript vorhandene Arbeiten. (Ms. A Wgm, Sign. 
8068/58). 

41. See Barry S. Brook and Richard J. Vian, Thematic Catalogues in Music, an annotated Bibliography, 2” editon, New 
York, Pendragon, 1997. 
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Fig. 23: A. Fuchs, Vormerkung über die von mir verfaßten [...] Aufsätze (musicallischen] Inhalts) 
und über einige noch im Manuskript vorhandene Arbeiten, manuscript. 
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Fig. 24: A. Fuchs, list of his handwritten thematic catalogues, in: Vormerkung über die von mir verfaßten |...] Aufsätze 
(musicallischen] Inhalts) und über einige noch im Manuskript vorhandene Arbeiten, manuscript. 
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obvious difference that emerges. The second great difference lies in their objectives and points 
of emphasis: Aloys Fuchs aimed to build up an encyclopaedic autograph collection, while others 
focussed on aspects corresponding to their own preferences. 

Aloys Fuchs’s contemporaries were the first to point out how painstaking he was in the 
organisation and cataloguing of his collection. With great precision he would regularly note 
all the items in a collection that was constantly changing, expanding and being improved. The 
list he made in 1850, indicating the location of each item in the collection is particularly reveal- 
ing. It shows not only the diversity of the items he owned, but also, and especially, his skill at 
organising them and making the collection easy to access. 

In a letter he sent in autumn 1835 to his collector colleague Georg Pölchau,# Fuchs describes 
how, in his new apartment, he set aside a ‘large and very handsome room’ with a fine view to 
serve ‘entirely as amuseum’.# All the items in his collection were arranged with the utmost care 
in two very large cupboards, the one containing its nucleus, the autographs and portraits, and 
the other holding what he called ‘Musikalien‘, that is to say, the copies and prints that he used 
for his studies and the Mozart section. A Conrad Graf grand piano also stood in the room; on 
the walls were portraits not only ofthe major composers, but also of three famous female singers 
of that time ‘to provide a few crumbs for the fashionable world that comes to visit’.+ 

In the same letter to Pölchau in Berlin, Aloys Fuchs wrote: “Without my having anything 
to do with the matter, my autograph collection is now overtly discussed on all sides and fre- 
quently examined by people from home and abroad.’# Indeed, in the course of that ycar 
articles appeared in several highly respected publications, such as the Oesterreichische National- 
Encyclopädie*° and the Mittheilungen aus Wien*’, in which Fuchs’ Viennese collector colleague 
Joseph Fischhof paid tribute to his contributions and gave a detailed description of his collec- 
tion. Both pieces end by informing the reader that ‘Anyone who is interested is welcome to 
examine these collections, upon prior agreement with the owner of the same’.# In other words, 
although it belonged to a private individual, Fuchs’s collection was a kind of institution open to 
the public, like the two largest music collections in Vienna—those of the Imperial Royal Court 
Library and the Gesellschaft der Musikfreunde. 


42. See R. Schaal, Quellen, op. cit., p. 62. 


43. Ibid.: ‘Mein großes sehr schönes Zimmer, mit einer Aussicht auf den Kahlenberge etc. [...] ist ganz als Museum 
eingerichtet.’ 


44. Id., p. 63: ‘um der modernen Welt—die mich besucht, auch einen Bro[c]ken zu geben.’ 


45. Id., p. 62: "Meine Autographen-Sammlung wird nun, ohne mein Zuthun, von allen Seiten öffentlich besprochen und 
von Einheimischen und Fremden sehr häufig besehen.’ 


46. J. Fischhof, Heroen der Tonkunst, op. cit., p. 26. 
47. Oesterreichische National-Encyklopädie, op. cit., p. 238. 


48. ‘Die Besichtigung dieser Sammlungen wird Jedermann, welcher daran Interesse nimmt, mit Vergnügen gestattet, wenn 
man sich vorher mit dem Eigenthümer derselben ins Einvernehmen setzt.’ 


I. Fuchs e Aloys Fuchs (1799-1853) 


As early as 1833, Aloys Fuchs’s auto- 2. Des Hrn. Al. Buhs, LE Hofksieger 
graph collection is mentioned in a Beamten. 
guidebook to Vienna (see Fig. 25) as Sammlung von mehr als 500 Autographen der größ- 
being unique (einzig in ihrer Art’).* ten Tondihter. Cinzig in ihrer Art. 
Fourteen years later, Aloys Fuchs found Fig. 25: A. Schmid, Wien wie es ist. [...], 1833, p. 207. 
himself obliged to limit the number of 
visitors by pointing out that, although his collection was open by appointment ‘to every true 
lover of the arts, to be used in any way they wish’, ‘I have no time for inquisitive tourists’.’° 
From which we learn, first of all, that his collection was so renowned by then that it attracted 
not only visitors with a genuine interest, but also sightseers, and secondly, that throughout his 
life as a collector Aloys Fuchs had remained faithful to his exclusively scientific objectives. 
Thus, with great generosity and selflessness Aloys Fuchs devoted his life to his collection 
and to helping in every way he could the many international music researchers and collec- 
tors who were in touch with him. Since his music collection, though private, was open to all 
who were interested, it was in fact a public institution whose importance went far beyond 
the boundaries of Vienna and which, in that sense, can to this day be regarded as exemplary 


among private music collections. 


49. August Schmidl, Wien wie es ist. Die Kaiserstadt und ihre nächsten Umgebungen nach authentischen Quellen, mit beson- 
derer Berücksichtigung wissenschaftlicher Anstalten und Sammlungen |...], Wien, Carl Gerold, 1833, p. 207. 


50. A. Fuchs, Bemerkungen des Sammlers: "Für jeden wahren Kunstfreund ist meine Sammlung zugänglich, und selbst nach 
Belieben zu benützen, wenn man sich vorher mit mir wegen Tag und Stunde ins Einvernehmen setzt. Für neugierige 
Touristen habe ich aber keine Zeit.’ See R. Schaal, Quellen, op. cit., p. 78. 
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